Kasena and Nankana in the northeast); the orphan, alone in the bush, who encounters strange or invisible forces; and the willful young girl who disobeys her parents and ends up battling a malevolent supernatural creature far from her home (see also . The tropes in the play songs include the solitary male protagonist cut off from his own kind, often situated in the wild and therefore vulnerable to the harmful spirits that inhabit such spaces; a test of courage, endurance, or restraint on the part of the male protagonist; and, most importantly, the ghostly forces that undermine male agency and power.
Children's Theater in Ghana
Ghanaian and other West African audiences would be familiar with adaptations of oral children's verse into written plays, because in these contexts children's play activities often constitute children's theater. Before the colonial era, children's theater in the various societies consisted of the performance of traditional genres such as chants, games, play songs, and folk storytelling by and for children, whether at playtime or during an evening storytelling session by the fireside. In addition, the roles that children play in festivals, symbolic acts, rituals, and rites of passage fulfill "both ritual and didactic functions as well as serving the need for entertainment" (Plastow 9 ). Children's involvement in such performances is the norm, as F. K. Cheela Chilala has stated in a paper on children's theater in sub-Saharan Africa. Whereas in Europe children are mere spectators, in Africa "theatre with and by young people are the main forms practiced" (3) .
In a traditional context, the telling of folktales involves a series of dramatic behaviors by both children and adults, from oral narrative to impersonation, spectatorship, music and dance, festivals, rituals, rites of passage, and symbolic acts, all of which follow a certain procedure of performance. Folktales have played a central role in the development of modern theater in many parts of Africa. As James Gibbs has pointed out, in Ghana "most important [to the development of a distinctive theater tradition], and certainly easiest to identify, has been the impact of the cycle of tales linked with the trickster-figure of Ananse the spider" (xv). These tales are called anansesem (Ananse stories), and many Ghanaian writers and dramatists, including Sutherland, Aidoo, and Owusu, have transformed the folktales into plays (called anansegoro) that constitute an important national tradition of narrative theater. This tradition, like the written tradition of children's drama that evolved in the postcolonial era, has been left out of studies on West Africa, with scholars concentrating on written drama and theater for adults (see, e.g., Brown, Anyidoho and Gibbs, Etherton, and Gibbs) , although it is generally agreed that the oral tradition provides impetus for written drama for all ages.
But the earliest efforts at producing literary drama in what is today Ghana were not focused on children. Nor can any be traced to the efforts of the flourishing youth literary clubs that, as Stephanie Newell reports, carried out "reading and writing activities in the 1920s, 1930s and 1940s," though they produced locally published popular novels (49). It was not until the 1960s that written drama for children began to appear, with titles such as Sutherland's Playtime in Africa (1960) , Vulture, Vulture and Tahinta! (1968) , and Ananse and the Dwarf Brigade (1968) , and Martin Owusu's The Adventures of Sasa and Esi (1968) . Tahinta! was reissued in 2000 as a rhythm play, accompanied by an audiocassette-an indication of how technological developments have affected the industry. Later children's plays include E. Nkoso's The Cock 's Comb (1986) and Grace Omaboe's By the Fireside (1995) , both dramatized anansesem; the latter is a collection of local folktales performed with children on a Ghana Television program sponsored by the 31st December Women's Movement, a Ghanaian women's rights organization. The Cock's Comb is a dramatization of a folktale that brings it close to contemporary life, mainly through the use of modern processes such as the casting of votes by animals to elect a king. Other delightful pieces of children's drama are Mohammed Ben Abdallah's Ananse and the Rain God (1993) and Ananse and the Golden Drum (1994), Sutherland's Children of the Man-Made Lake (published posthumously in 2000), R. A. Cantey's Ghana Motion (1976) , and E. Y. Egblewogbe's The Reward (1988) . The Reward is perhaps the first Ghanaian work of drama for children that does not draw from traditional lore or literature. As can be seen, the adaptation of anansesem is a common feature in Ghanaian children's theater. 2 
Sutherland, Aidoo, Owusu, and the Development of Modern Theater in Ghana
Sutherland, Aidoo, and Owusu were part of the pioneer group of playwrights and theater practitioners in the immediate post-independence era who pursued cultural nationalism in their works. The colonialists' concept of theater did not include traditional African forms, which did not fit in with their "civilizing mission." It was in the decade after independence that the indigenous Ghanaian storytelling tradition became the most important factor in the development of a theater that would help to define a national identity and promote Ghanaian cultures. During this time the Ghana National Theatre Movement, led by Sutherland and encouraged by the new nation's prime minister and president, Kwame Nkrumah, was established as a rallying point for the achievement of these goals. In addition to Sutherland, Aidoo, and Owusu, this group included several other playwrights and directors-among them Joe de Graft, Asiedu Yirenkyi, and Mohammed Ben Abdallah. Writing about the National Theatre Movement, Jesse Shipley observes: "State culture, education, and media infrastructures were built on a logic that performance was crucial to making the nation. The elaboration of a shared cultural tradition legitimated state sovereignty and tied a rising urban Ghanaian identity to a rural origin, on the one hand, and to transnational African and African diasporic liberation politics, on the other" (1) . A common cause for all of these writers was to make theater a social experience. To accomplish this goal, they looked to their Ghanaian culture and traditions for the needed impetus. This was how anansegoro emerged as the dominant development in Ghanaian theater.
Anansegoro, a concept that Sutherland developed and experimented with in both her children's plays and those for adults, is narrative drama based on the Akan storytelling tradition of anansesem. It incorporates elements of the traditional performance arena in which there is no distinction between performers and audience, or between past and present. Sutherland explains this term thus:
[Anansegoro] was coined from Anansesem (Spider Stories) which is the traditional name for a popular class of Folk-Tales of the Akan. Ananse (The Spider) is a constant character of the Ananse Tales. The character is called Spider because of the role of cunning and ingenuity he plays. Obviously created as a vehicle for satire, the Ananse Folk-tales are a marvellous source material for dramatic use. Recreated and contemporised they offer exciting food for dramatists in this country. ("Venture into Theatre" 48; cited in Gibbs 103) In the traditional Akan context, a storyteller recounts a familiar tale, impersonating a number of characters in the course of the narrative. There are formalized exchanges between the narrator and the audience, and opportunities for the latter to interrupt the story in order to sing a song, accompanied by drumming. Such songs are referred to as mboguo, which literally means "to cast aside" (i.e., to put the story aside for a moment), but which is often translated as "interlude" or "musical interlude."
In her adaptation of anansesem for the stage, Sutherland imports the two most significant elements: the storyteller, who is the "owner" of the story, and the mboguo. As narrative drama, anansegoro features a storyteller who acts as an omniscient narrator. But the storyteller may also interact with the audience, coach characters on stage or engage them in dialogue, direct the performance of music, help the property man to provide props for the actors, and articulate the message of the play. In anansegoro, the adaptation of mboguo is very important. Traditionally, mboguo is sung by the audience when a story is deemed to have been poorly told or when the teller is seen to be lying, particularly when such a fabrication negatively affects the meaning of the tale. In anansegoro, however, mboguo is integrated into the play and performed in context, so that it has thematic import. Sometimes led by the storyteller, with everyone elseincluding the audience-joining in, mboguo may depict mood, guide the pace of the performance, inspire participants, or boost the morale of the audience and keep them awake, thereby improving interaction between them and the narrator. Mboguo also often introduces convenient pauses that mark the beginning and the end of each scene in the performance, and provides transitions between events or situations. The property man, an adaptation from Chinese theater, remains in full view of the audience throughout, handing out props to the actors as necessary and sometimes acting as scene setter or prompter.
All three authors adapt anansegoro to suit their specific purposes, and as a result have contributed to this modern theater in different ways. Owusu, a playwright, actor, and director, is relatively unknown outside of West Africa, and his works, though they have been popular with students, have attracted no serious scholarly attention. Nevertheless, he is among the Ghanaian "playwrights and performers [who] molded a modern theatrical style by adapting [Ananse] trickster tales for the proscenium stage" (Shipley 1) . He has published several plays, the majority of them in the tradition of anansegoro. His The Adventures of Sasa and Esi, which comprises two playlets developed from folktales about children encountering a giant and a witch, was among the few plays for children published during the first phase of the National Theatre Movement. This play was followed by The Story Ananse Told and then The Sudden Return and Other Plays (1973) , in which he experiments with various kinds of narrative drama, including the adaptation of an Ananse tale in A Bird Called "Go-Back-for-the-Answer" and The Mightier Sword, a historical play based on the Ashanti-Denkyira war.
Owusu's contribution to Ghanaian theater can best be seen in his reinvention of Ananse, the proverbial spider, whom he describes as "a manifestation of several roles and personalities in traditional Akan folktales" ("Drama"). In his hands, Ananse is not the protagonist of the play, nor is he "the traditional greedy and selfish spider-man character who courts severe punishment in the end for his greed," as Esi Sutherland-Addy describes him in discussing her mother's Ananse and the Dwarf Brigade (6); rather, he plays the dual role of narrator (the "custodian" of the story, in the true sense of anansesem) and character in the play. In the latter role he is a cunning, forked-tongued weaver of webs that entangle other characters whose credulity and susceptibility to flattery make them his easy prey. The Story Ananse Told is about a poor hunter called Osugyani ("bachelor") who lives alone in the bush. An antelope head on the wall of his hut was once the princess of Kidu, whom the river-god Pra turned into an antelope for rejecting his marriage proposal. The hunter, by killing her, freed her to become a beautiful woman again. She secretly cleans and cooks for him whenever he is out hunting, until he catches her in the act. She swears him to secrecy, asks him to make three other promises, then marries him and conjures up a kingdom that they rule together. She forgives his indiscretions and uses her magical powers to protect him from some monsters in another forest. However, Ananse manipulates the hunter-king into breaking his first promise to his queen by playing on his desire to be immortal-the first of several tests that will eventually leave him defeated, deflated, and dethroned, while Ananse, having earlier abdicated his role as actor, returns as storyteller to close the play.
Sutherland's Tahinta! also deals with masculine defeat at the hands of a supernatural power. The play tells of a solitary boy's fishing trip to a river deep in the forest. Having labored by himself all day, he is rewarded when he catches a mud fish, only to be robbed of it by a ghost. He calls out to his father, who runs to his aid but is also defeated by the phantom, which disappears with the mud fish. Father and son return home, declaring that their loss was inevitable: after all, "a ghost is a ghost."
Sutherland was "an influential, sometimes a dominating figure in the Ghanaian theatre from the late 1950s until her death" (Gibbs xix). Often called the mother of Ghanaian theater, Sutherland was the first Ghanaian writer to take an active interest in producing works for children. She grew up in privilege in Cape Coast, away from the village folk with whom her theater practice would later bring her into daily contact. After training as a teacher in Ghana, she proceeded to Homerton College, Cambridge, where, according to Gibbs, her exposure to children's books made her "determined to contribute to providing African children with books that were attractively produced and in which local experiences were reflected." From Cambridge she went on to spend a year at the University of London, "specialising in Vernacular Languages and Dramatic Studies" (Gibbs 95) . These experiences brought into sharp focus the distance between her and the rural folk who are the guardians of the culture, and she was determined to create a new theater tradition that would combine the lore of the land with Greek, Irish, and Brechtian elements of European theater.
As part of these developments, Sutherland founded the Kodzidan community theater in Atwia-Ekumfi in the country's Central Region; worked with the Kusum Agoroma, a mobile theater group that performed in schools and churches; and established the Ghana Drama Studio in Accra, which was opened in 1961 "to create, stimulate and discipline the new Ghana Theatre Movement" (Sutherland, unpublished Drama Studio document; qtd. in Botwe-Asamoah 168) so that it could more properly play its role of sustaining and recreating values, culture, and the arts in contemporary Ghana. Sutherland's innovations in drama and theater resulted in several plays, including Foriwa (premiered in 1962), in which she combined elements of festival drama with theater for community development; Edufa (1967), which dealt with parallels between Ghanaian and classical drama; and The Marriage of Anansewa (1975) , which is now a classic of African theater and which marks the height of her experimentation with her concept of anansegoro. Moreover, on 27 March 1959 the Ghana Experimental Theatre Players performed her anansegoro You Swore an Oath-a play with which Owusu's The Story Ananse Told shares some characteristics. Both experiment with narrative drama using Ananse stories. In both, some part of an antelope transforms itself into a beautiful woman who catches the eye of the man of the house; they fall in love; the "antelope woman" uses her supernatural powers to raise the man from rags to riches; the man promises not to reveal her identity but betrays her; humiliated, she withdraws her gifts and departs, and the man is once more reduced to a pauper.
In Tahinta!, however, it is children's play activities that constitute the material to be molded into theater. This was based on Sutherland's conviction "that children's play provides an inexhaustible and profoundly rich resource for the creating of drama for children" . Therefore, she established programs such as the Children's Drama Development Programme and the Mmofra Foundation with the express purpose of collecting information about children at play, in both formal and informal contexts. The children's theater laboratory that she founded at the Drama Studio offered groups of children from selected schools the opportunity to interact with various playwrights and to explore theater in a variety of ways while also learning about African culture and basic techniques for the stage (Sutherland-Addy 2).
Although not much attention has been given to Sutherland's children's plays, including Tahinta!, Esi Sutherland-Addy's 2006 essay on some of these plays is illuminating. 3 Sutherland-Addy's purpose is to find out the extent to which the plays reflect her mother's "convictions about the synergy between creating drama for children and children's play" (2) . She analyzes four of these works on the basis of structure, dialogue and language, and characterization, noting that Sutherland sometimes explores "techniques of statement followed by expansion and parallelism associated with some types of oral poetry" and that these techniques "make it possible to substitute slightly modified statements within the same breath" (6). Structurally, says Sutherland-Addy, Tahinta! is "a departure from the traditional story because the author takes liberties with the structure by intensifying the role of the participating audience or chorus" (6). In her view, children in Sutherland's plays are imbued with strong personalities, and they perceive and interpret the world on their own terms.
A good number of the studies on Sutherland examine her use of oral tradition in her drama, which Mabel Komasi and Anne Adams, among others, view as her main contribution to Ghanaian literature (Komasi 69; Adams, "Ritual" 105). Adams, for instance, looks at the "relevance, retention, and reform of communal ritual" as a central issue in Sutherland's works (104). Yet, as she further observes, Sutherland is not simply interested in folklore for its own sake, but in "reconciling African traditional beliefs and practices to the realities of contemporary life" (107). To Sutherland, drama should not replace the oral forms but instead help to transmit the culture and values of her people to the next generation (see also Wilentz, "Writing") . It is from this perspective that I read Tahinta! in order to explore ways in which she deploys oral tradition in the form of a play song, as well as to examine the values that she seeks to transmit via this work.
Finally, the third play featured in the present article, The Dilemma of a Ghost, is the story of Ato Yawson, a Ghanaian who upon completing his studies in America returns to his native Fanteland with Eulalie Rush, his African American wife. But the Yawsons do not understand Eulalie's American ways, and she, on her part, needs help in adjusting to life in the family home. Although she and Ato had previously agreed to postpone having children, he lacks the courage to convey this decision to his family when they tell him that they want to cleanse Eulalie's womb because they think that she is barren. Ato is helpless as the ensuing conflict tears his marriage apart and ruins his wife's and his own relationship with his family. Bewildered by the conflicts and tensions, Ato experiences nightmares in which two children perform "The Ghost," a popular children's play song that he sang as a child-a song about a ghost at Elmina Junction that is unsure whether to go to Cape Coast or to Elmina. Realizing that her son is incapable of dealing with the situation, and feeling compassion for Eulalie, Ato's mother, Esi Kom, reaches out to her daughter-in-law and initiates a resolution.
Aidoo is arguably the most widely known of the three playwrights, not least because she has written in several genres, including adult plays, novels, short stories, poetry, and children's literature. Among the wealth of critics who have written on her oeuvre are Naana Opoku-Agyemang, Mary Jane Androne, and Vincent Odamtten. Androne examines masculinity in Aidoo's Changes, finding that the novel "depicts the profound masculine anxieties that surface even while male characters seem to be benefitting from 'the patchwork of patriarchies' that circumscribe love and marriage in contemporary Ghana" (149). As with The Dilemma of a Ghost, which ends with Ato looking on helplessly as his mother leads his wife away, Androne observes that Changes ends with "dissatisfied women and rattled men"-a point that can also be made about Aidoo's second play, Anowa. Even more important, it is up to the women to force the men to move in order for real changes to occur (160).
In his essay on Aidoo's collection of children's stories The Eagle and the Chickens (1987), Odamtten argues that these tales should not be viewed simply as "a folklorist curio" (295) but as works that address "the complex issues of both individual and collective identity [and] hybridity" (300). Although The Dilemma of a Ghost was intended for a more mature audience than were Aidoo's children's stories, it raises similar questions of identity: for Ato, an Americaneducated African who seems no longer at ease with his Fante family; for Eulalie, an African American woman whose romantic ideas about Africa give way to schisms arising from her misunderstanding of African ways; and for the Yawsons, whose anglicized surname is redolent of Africa's encounter with Europe.
In Opoku-Agyemang's opinion, this encounter, particularly as it pertains to the slave trade, has created a fractured (African) world; therefore, writing for the child requires that authors "look at our past and tell the story properly" (88). In writing about the slave trade, she admonishes, Ghanaian writers must "Tell [child readers] that [sic] the story of how it came about that Africans are scattered everywhere and caused fracturing that is not yet sealed. . . . Let these children read Ama Ata Aidoo's The Dilemma of a Ghost to appreciate the anguish of those so taken away, as they scramble to rediscover themselves" (88). How do the three authors tell this story of rediscovery? To answer this question, we must look at how they use the repositories of their culture's experience to communicate both the contemporary experience and the historical process out of which it grew.
Traditional Children's Play Songs and Their Adaptation by the Playwrights
All three playwrights deploy Akan children's play songs to externalize their male protagonists' thoughts, feelings, and attitudes, particularly as they are triggered by the characters' isolation and their encounter with the spectral. Tahinta! and The Story Ananse Told adapt a play song titled "Tahinta," while The Dilemma of a Ghost adapts another play song called "The Ghost." "Tahinta" is traditionally performed by a group of four or more young girls (though Sutherland's rhythm play has been put on by both male and female actors). To perform the rhythmically charged play song, the children sit in a circle with their legs stretched out in front of them. A lead singer sings each line of the song while the rest of the children respond "Tahinta," sometimes joining the leader in singing variations of a theme at key moments in the story. Here is a version of the traditional song: As can be seen, this song tells a different story from the one narrated in Sutherland's play about a boy's fishing trip to the river. This kind of variation is possible because "Tahinta" is a highly adaptive song in which only the refrain "Tahinta" remains constant; the rest of the content varies widely depending on subject and circumstance. Its prosody consists of singing, hand clapping (on the first and the third syllables of "Tahinta"), and swaying of the upper body, but in productions of Sutherland's play the children stand and dance throughout the performance. Obviously, Sutherland adapted the ghost encountered by the child in the song, replacing the visit to the farm with a fishing trip and the guns and gunshots with physical combat in which the child's father wrestles with the ghost in an attempt to retrieve his son's fish. This "ghost" character, as well as the fluid form and content of the play song, make it possible for Sutherland and Owusu to adapt the song to suit their respective goals, mainly by maintaining the close relation between the modes of song and tale. That the latter lends itself to dramatization makes it an appropriate form for their purpose of bringing the playground to the theater. Kwesi Yankah has drawn attention to "the close interaction between [song and tale], since song is an integral part of the folktale in Africa, and tales may also be sung" (139). This close relationship is further consolidated in Sutherland's adaptation of the sung tale-her radical use of song to structure the entire dramatic performance.
The perpetual subject of this drama is the subversion of manhood, which is demonstrated in the defeat of the boy's father by the ghost and in his son's subsequent disappointment, even disillusionment, with the model of masculinity in which he has believed. The young boy is both storyteller and spectator; as he witnesses the fight, these roles merge, indicating how Sutherland exploits the potential of the storytelling tradition for a particular effect. The mode of narration in the song, the way in which Sutherland exploits its potential to heighten emotion, further enhances its appeal. Tracing the see-saw pattern of emotions that the boy experiences in the play-from happiness to sadness, from hope to despair-Sutherland-Addy comments that "the momentum of the entire play rests on the emotional experiences of the boy" (8). But the father's humiliation, though it occurs at the end of the play, is no less important: it initiates the process of self-knowledge, which forms the moral of the story.
In his version of the song, Owusu has his adult male protagonist play the role of lead singer onstage, backed by an adult chorus offstage. In The Story Ananse Told, the song is only performed twice, early in act 1, shortly after a prelude by Kweku Ananse as narrator (he doubles as a character in other parts of the play) ushers us into its "world of fantasy-supernatural" (2) . Ananse tells us that he is the owner of "all stories," a title that he earned by "buying" anansesem from Nana Nyankopon, the creator, with his wisdom. Since then, a great many of these stories have been told about him, but it is time for him to tell a story about others. His is a boastful monologue about his fame and his penchant for trouble, which he causes with impunity by manipulating other people's feelings for tragic or comic effect. Thus, when he introduces the hunter and the antelope head, the audience knows that there is trouble ahead, and the song, which externalizes Osugyani's bravado in dealing with "the owner" of the food regularly prepared for him in his absence, encapsulates the source of this trouble: In Owusu's adaptation of the song, the only elements retained are the refrain, the chorus, and the song protagonist, who in this case is an adult-the hunter. Neither the farm in the traditional song nor the fishing expedition in Sutherland's adapted version features in the life of Owusu's protagonist. More importantly, he feels none of the fear expressed by the child in either the song or Sutherland's play; on the contrary, he presents himself as the one to be feared. Hence the narrative structure of the traditional version is dispensed with in favor of the hunter's boastful lines about what he presumes he can do with his bravery and his sexual prowess.
This song is in keeping with the mood set by Ananse's self-praise, for Owusu uses both to prepare his audience for the meeting of these two swollen heads and the consequences of this encounter for Osugyani. Not only do the latter's bold declarations seem misguided in this world of the supernatural, but also they seem ironic when, throughout the play, his queen uses her magic to save Osugyani as his irrepressible infidelity continuously imperils his life and her existence. Thus it is appropriate that Osugyani is the song protagonist, because in singing this false sense of bravery he prepares for his end as a "rattled male." By focusing attention on Osugyani's self-declared sexual license (or licentiousness), Owusu sets in motion the events that will lead to his ultimate emasculation by the very woman he threatens to ravish. "The Ghost," which Aidoo adapts in The Dilemma of a Ghost, is a very common children's play song among the Fanti people of coastal Ghana:
One early morning, When the moon was up, Shining as the sun I went to Elmina Junction And there and then I saw a wretched ghost Going up and down Singing to himself Shall I go to Cape Coast, or to Elmina? I don't know, I can't tell.
This song has a fast rhythm, which, in combination with its prosodic system of hand clapping, tonal variation, parallelism, and repetition, gives it its appeal.
As with the other two writers in this study, Aidoo adapts the play song for the dramatic art of storytelling. Her idea of such a theater, as she articulates it in Cosmo Pieterse and Dennis Duerden's African Writers Talking, is of a complete environment in which the usual amenities of eating and drinking would be combined with storytelling, poetry reading, and plays-literally, a social art (24). In other words, the dramatic world that she conceives would combine into one theater experience elements and conventions that are thought to be separate or distinct, especially in the Western literary tradition. According to Lloyd W. Brown, The Dilemma of a Ghost "is a fairly obvious example of this ideal at work" thanks to the play's association with the tradition of the dilemma tale, which typically poses difficult questions of moral or ethical significance-questions that are debated by both narrator and audience. The dilemma tale thus "is a good example of the highly functional nature of oral art in traditional Africa" (85). This point is relevant because the dilemma at the center of Aidoo's play is depicted in the play song, which is cast as a play-within-the-play, as a game played by a boy and a girl.
Unlike Sutherland and Owusu, Aidoo does not alter the traditional song. Rather, she uses its indecisive ghost to depict the dilemma that confronts Ato Yawson, who is unable to deal decisively with Eulalie when her controversial history and behavior cause problems with his family, or to explain frankly to them the couple's decision to postpone having children. This lack of capacity to deal with complex moral and ethical choices is captured in the use of a ghost that does not belong to either town: that is, a ghost of unknown identity, though most probably not the only one, as the towns of Cape Coast and Elmina are said to have their fair share of supernatural beings. According to J. O. de Graft Hanson, a writer and scholar of children's literature in Ghana, "Cape Coast, for example, is reputed to have a total of seventy-seven gods and goddesses, while Elmina, just eight miles away, has not less than ninety-nine" (55). If we grant this claim, and if one could count all of the gods in every Ghanaian town, there would be millions. Unlike the characters in the other two plays, however, Ato is not the victim of the ghost in the song; instead, the spectral figure is his doppelgänger. This song draws on the belief that a ghost lacks substance, and that it therefore represents a physical absence. Ultimately, Ato's "ghostliness" stems from his lack of resolve, decisiveness, or strength of character, as is evident in the last two lines of the song: "Shall I go to Cape Coast, or to Elmina? / I don't know, I can't tell."
In the traditional play songs, the specter is an effortlessly casual "ghostly" player who harmlessly darts in and out of the playground without causing horror, terror, or fear among children at play. In their adaptations, however, the playwrights (re)inscribe this figure-which I would call a "lifeless remnant of the past," to borrow a term from Michael Syrotinski (95)-as a palpable, even visible presence, and as a generalizable social phenomenon that allows them to dramatize the fears, doubts, and internal conflicts, not only of the protagonists, but also of their society. As this move suggests, these adaptations of play songs in plays for children and young adults are in keeping with the function of such songs as an important medium through which we can observe African children's imaginative effort while, as Ode Ogede puts it, they "prepare themselves for the challenges of adulthood" (113). Although very little has been written about this playground genre in Africa, the few scholars who have studied it have acknowledged its "socializing relevance" (Ogu 85 ) and its aesthetic qualities. Writing about Ga children's play songs in Ghana, for instance, Abu Abarry remarks that such songs "owe their vitality to a critical interplay between the child's individual knowledge, creativity, skills, and preferences, on the one hand, and traditional mold, themes, and procedures, on the other" (214).
These didactic and aesthetic qualities serve well the purpose of the three playwrights. They underline the importance of anansesem as a prime site for the kind of productive tension and reciprocity that pertains between the structuring mold of tradition and the vitality of individual creativity and improvisation. In Ghanaian and other African cultures, play songs and folk storytelling are not distinct genres in children's playground culture. Songs used for games can find their way into the storytelling activity that children sometimes engage in on the playground, and perhaps even into intergenerational storytelling sessions in which children may contribute songs from their own repertoire to the mboguo that punctuate the sessions.
Thus it is plausible to argue that while Sutherland, Owusu, and Aidoo adapt children's play songs for their dramatic literature, their focus is primarily on adapting storytelling traditions-the sung tale, anansesem, and the dilemma tale, respectively. Indeed, my research indicates that the play song "Tahinta," which Sutherland adapts for her entire play, is sometimes sung by children before evening storytelling sessions, led by an adult female who is typically the storyteller for the occasion. One is therefore not surprised to learn from Sutherland-Addy that in Tahinta! Sutherland "takes liberties with the structure by intensifying the role of the participating audience or chorus . . . by creating space for them to engage in substantial dialogues which sometimes involve commentary on the action, beyond the lines of the refrain and also extending the refrain itself " (6). For what Sutherland is doing here is assigning the chorus in this sung tale the role of the chorus in anansesem and anansegoro, as outlined above. It would thus seem that the play songs found their way into the plays because their place in the relevant storytelling traditions makes them a good model for cross-generational reach.
A brief review of scholarship on adaptation would indicate how and to what extent adaptation in the Ghanaian plays differs from what has been studied and theorized in the discipline. Adaptation studies has moved beyond the view that adaptations exist in a hierarchy of "high culture" source material and "low culture" recreation, where faithfulness to the original is of paramount value, to the understanding that the original and the adapted are works in dialogue. Another common recent trend in literature on the subject is the focus on adaptations into electronic media (see, e.g., Nicklas and Lindner). However, as Katherine Whitehurst and Leo Chan separately suggest, the most abiding concept in adaptation scholarship is still that of cross-cultural transference, with little or no attention to intracultural reincarnations. In addition, as Anja Müller has observed, "the cases of adaptation addressed in the key texts of adaptation studies or in the conferences and journals of the Association of Adaptation Studies hardly consider adaptations that also involve a shift in the age group of the audience" (2) . Moreover, in adaptation studies it is typically assumed that the adapted work is a version of the same or similar magnitude as the original-yet while the play songs are adapted in whole, they only form part of each Ghanaian play.
As with cases such as Ludwig Bechstein's adaptation of the Grimms' tales, the Ghanaian plays recast setting and change characters (for example, from children to adults). Recreated setting is an important element in the plays, so that from the home and its immediate surroundings in which children usually perform play songs in groups, all three plays portray isolated male protagonists in some kind of wilderness, cut off from any human contact and thus easy prey for the ghostlings that they encounter in such locations. Written in English, all three plays were intended primarily for a Ghanaian audience, although the intervention of Heinemann after a local performance of The Dilemma of a Ghost made Aidoo's play available worldwide. More important for my purpose is the authors' transposition of the oral genre of children's play songs into written plays. Adaptation in this context therefore traverses genre, medium, and mode, as well as the age and gender of both the characters and the intended audience. The play songs highlight theme, illuminate character, and serve as a structuring device for the plays.
Analysis of the Plays

Tahinta!
Tahinta! connects with its audience on an emotional level, using incremental repetition to depict the protagonist's different moods, from his hearty preparations for the journey ("I took my net, / Tahinta / I took my fish trap, / Tahinta / I took my straw hat . . .") to his passionate goodbyes and his long but happy walk to the river, and his optimistic attitude when he is alone with only the birds, crickets, and bull frogs for company ("The sun was shining / Tahinta / And I was happy / I wasn't lonely" [4] ). He is isolated physically but not spiritually, as he clothes himself in nature and in the affection of his parents. But as the day wears on and his efforts yield no results, his initial good cheer turns into unhappiness:
The sun was shining, Tahinta But I wasn't happy. Tahinta I heard the crickets, Adaptations of Play Songs in Ghanaian Children's and (Young) Adult Drama In the traditional song the chorus typically sings only the refrain "Tahinta," while the lead singer sings the rest. It is to Sutherland's credit that this story expands, through the use of incremental repetition, to include direct comments made by the chorus. Toward the end the father's voice is added, creating a sense of multivocality that accentuates the boy's feeling of dejection, as his last hope of getting his fish back slips away.
Thus, despite its regular, repeated rhythm, Tahinta! seeks its effects not so much through form as through tone: the young protagonist's repeated pleas to river Birim to "let me catch my fish," his desperation when his pleas appear to have gone unheeded, and his joy when he catches his only fish ("I laughed, I laughed, / Tahinta / He was happy / Tahinta / He laughed, he laughed" [13] ). This happy mood is again ruined by the ghost, which seems to have materialized from nowhere. Ghanaians believe that a ghost is typically a phantom that cannot be seen with the naked eye. Sometimes such figures are believed to assume full human form and to roam in places where their identity is not likely to be known. Tahinta! depicts such a ghost, but, according to the young protagonist's description of it, it is visible to the human eye:
Waving, waving, Tahinta Alas! I saw him coming, Tahinta Walking on the river. Tahinta I saw him coming, Tahinta Saw White Ghost coming . . . Tall Ghost was coming, Tahinta Lanky Ghost was coming. (14; emphasis in original)
The song protagonist not only sees the ghost, but also recognizes from its menacing manner that its intrusion into his solitude poses a danger to him, so he calls out to his father for help even before the ghost approaches him and seizes his lovely mud fish. As with the traditional song, there is an act of some violence between ghost and child. However, unlike the equal match described in the communal song, in Sutherland's version neither the boy nor his father is a match for the ghost. This mismatch is instrumental in achieving Sutherland's desired ending. It also indicates that though the young boy sings of being at one with nature, he is unable to read all of its signs and thus believes that his father can get the fish back. When his father comes to the rescue, however, the ensuing duel ends with the ghost throwing him down and walking off with the fish. Nevertheless, while for both father and son this duel is the ultimate test of masculinity, losing it is of little consequence. What matters is the bravery demonstrated in confronting a specter: These lines suggest a certain effort to cling to masculinity. The last line might appear to express resignation on the part of the father, but it also suggests an acknowledgment of and a rationalization for his defeat. The same can be said of his dismissing his son's idea of telling his mother about the encounter. When all is said and done, the real test of masculinity is not saving fish but saving face, and the real lesson is not the fear of ghosts but knowledge of oneself and of one's limitations. 4 The supernatural also introduces mystery into Sutherland's "real world" story, with each reinforcing the other. In the exchange between father and son cited above, the former's words are in italics, although it is clear from the context which lines he speaks. In this blend of the real and the unnatural, it could be argued that the italics suggest that these lines belong in the surreal realm-that is, they could have occurred in a dream together with the ghost. This point is buttressed by other elements in this tale; for example, the father materializes by his son's side almost as soon as the latter calls out to him, notwithstanding the long distance the son is supposed to have traveled from his home to the river. As Susan Maher observes in her review of Pauline Dewan's The House as Setting (2004), "In the human imagination, the sense of home can expand to include the entire earth, even the universe, or contract into the smallest spaces" (287). This holds true for the ghost, which is free from mortal limitations and social restrictions, and which blurs the boundaries between the spiritual and the material. In this context, the protagonist's home and the forest merge to constitute a metaphor not just of capacity, but also of capaciousness.
The Story Ananse Told
The capacity of ghostly power to influence and disrupt the lives of the living is made more immediate and more dramatic in The Story Ananse Told. In this play, almost everyone is a victim of spectral terror, beginning with the river-god Pra, who turns the princess of Kidu into an antelope for rejecting his marriage proposal. Curiously, this transformation gives her the power to transform herself from an antelope head into a beautiful woman and to conjure up an entire kingdom for Osugyani, the hunter whose killing of the antelope made possible her crossover. A foil to the king, she holds power over life and death among both humans and monsters, yet she does not use this power indiscriminately or unjustly, despite the injustice she suffered at Pra's hands. She is portrayed as a woman who does not hesitate to assert her authority, yet she shows compassion and respect for all around her and repeatedly forgives her husband as he breaks one promise after another, jeopardizing her power to protect him and his subjects.
Owusu thus places the issue of ghostly power within a more nuanced psychological framework by pitting a powerless but arrogant and unfaithful mortal male against this spectral female, mediated by a Kweku Ananse whose nickname is "Okontompo" (liar). The king's compulsion toward power over both humans and monsters is trumped by his painful realization that he is becoming progressively inadequate, ineffectual, a failed possibility. For example, early in the play Osugyani draws the monsters out of their forest by playing the little drum hanging on the wall of his palace (despite his promise to the queen that he would never do this), only to have the monster king render him unconscious, from which state the queen rescues him by casting a sleep-inducing spell on the monsters. His pride is wounded, but his life is saved and his kingly powers kept intact. However, by the time he breaks his third promise not to look at another woman and flirts with the monsters' daughter under his queen's eyes, he has overreached himself. Not only is he then stripped of all of his kingly authority, but also, together with his disloyal Okyeame (linguist), he has no recourse to any other power to save his life, and the monsters make dinner of both men.
Recall that at the beginning of the play, Ananse announces that this story is not about him but about a hunter and an antelope head. Yet despite Osugyani's obsession with power, it takes Ananse's goading to get him to break his first promise to the queen, after which this hunter-king is emboldened to disregard the rest of his commitments to her. Owusu's Ananse is thus the trickster figure that he is portrayed to be in the traditional anansesem. His manipulation of Osugyani regarding the magic drum is a gentle nudge compared to the premeditated mischief that he visits on Okyeame in the forest, where he guides him to the monsters' abode and urges him to go in there in search of the magic tail that Ananse knows has already been found.
Yet if Ananse is responsible to some extent for the king's tragic end, human folly also plays a part, for the other characters are aware of his notoriety, yet the urge to achieve their ambition proves too strong to resist. Power, agency, and indeed the story itself are treated with ambivalence in The Story Ananse Told. The conjure woman/queen is freed from the prison of an antelope's body, but her freedom is precarious, not least because it depends on the fidelity of her husband, a cruel, unprincipled, self-serving man who is susceptible to flattery by Ananse the devious and equally egotistical hypocrite. Through her character, the author elevates female ghostly power but, paradoxically, also constrains and domesticates it within the confines of marriage. This ambivalence is thus structurally important in shaping the contradictions, tensions, and conflicts in the play.
The Dilemma of a Ghost
Aidoo's The Dilemma of a Ghost similarly capitalizes on the psychological complexity made possible by the realm of the spectral in order to create a metaphorical ghost. Aidoo moves into the "natural" world the contrasted agencies of the human and the supernatural that we find in the two previous plays. Ato confronts the ghost three times while in his family's house, hearing two children perform the play song. Each time he is unsure whether the event really occurred or whether it was just a dream. This uncertainty adds an element of mystery to the play; more importantly, it illuminates Ato's own inability to mediate between Eulalie and his extended family. Thus after hearing the play song he is usually left wondering what the ghost did in the end-whether it went to Cape Coast or headed for Elmina.
Aidoo's adaptation of "The Ghost" is not intended simply to preserve a literary heritage, but also to depict an existential present, and hence to construct an alternative frame of reference through which a society can reexamine its relationship to the past. The precipitous action of Sutherland's ghost contrasts starkly with Ato's aloofness as his marriage deteriorates. Therese MigraineGeorge calls the specter his "ghostly feelings of displacement and estrangement from [his] native communit [y]" (84) . This unsettled (and unsettling) song protagonist also introduces a historical dimension to the discussion: Africa's complicated relationship with black people in the diaspora due to the impact of the slave trade and colonialism. Ato is what I would term "a specter in the flesh"-a fusion of ontology with its spectral other, to draw an analogy from Syrotinski (95) . Agnes Andeweg observes in her essay "Manifestations of the Flying Dutchman" that "In studies of the spectral in colonial and postcolonial literature, most often the spectral is interpreted as an expression of the unsettled histories of what has been repressed in the unequal power relations between colonizers and colonized or between the colonial and the postcolonial periods" (193) . Thus Aidoo's protagonist is given a "hermeneutical orientation" via the existential present for the purpose of recovering historical agency, of "a reaffirmed African subjectivity grounded in the ontology of its own lived historical present" (Syrotinski 94 ). This subjectivity can enable emancipatory political action against the silence on the slave trade and its implications for Africa's complicated relationship with its diasporas. Significantly, the reenactment of Ato's situation is cast as a dreamlike event that he experiences "like an echo from his own mind" (52). Unlike physical reality, dream is not bound by the restrictions of time and place; it constitutes what Lois Zamora calls "the fantastical release/relief from the constraints of reason" (77) that "act[s] as [a corrective] to the insularities of individuality" (76).
The sociopolitical and historical context of Aidoo's play suggests that the ghost is symbolic of scars emanating from the slave trade, slavery, and colonization. The tenuous marital relationship between Ato Yawson and Eulalie Rush could thus be read as a metaphor for the complicated relationship between Africa and the diaspora. Back in America, Eulalie is overjoyed at the prospect of returning with her "Native Boy" husband to his native country: "I'm optimistic," she says, luxuriating in her dream of Africa as a place of "palm trees, the azure sea, the sun and golden beaches" (9). Ato calls her "the sweetest and loveliest things in Africa and America rolled together" (10), and she looks forward to experiencing the paradise in Ghana that he promises her, to making his people hers, "and all your gods my gods" (9).
Yet even before they leave America tensions arise between the young couple, because they cannot talk without " [dragging] in the differences between your people and mine" (9). Ato's family does not know that he is married, and more schisms arise when, upon their arrival in Ghana, Ato's clan learns that his wife is the descendant of slaves whose "strange name" (17) they cannot pronounce correctly: "My grand-child has gone and brought home the offspring of slaves. . . . A slave, I say. Hear what has befallen our house," laments Nana, Ato's grandmother (19). In the Ghanaian context a slave is a "wayfarer," which is a euphemism for one who does not belong in the family or community, a person with no belongings, one who belongs to other people. The slave, no matter how wise or well treated, is never considered equal to the freeborn. As Aidoo's eponymous heroine puts it in Anowa, to call someone a slave is to say that "he has no home, no family, no village, no stool of his own; has no feast days, no holidays, no state, no territory" (97). As "a descendant of slaves," Eulalie is considered an indelible stain on the hard-won image of Ato's clan.
The conflict is compounded when they find that Eulalie smokes cigarettes; drinks hard liquor; is terrified at the sound of their funeral drums, which she associates with witch-hunting; cannot stand the sight of the snails that they consider a delicacy; and worst of all, does not bear them the eagerly awaited grandchildren. On her part, Eulalie thinks that the Yawsons cannot understand anything "but their own savage customs and standards" and have no "appreciation for anything but their own prehistoric existence" (47). And Ato is too much of a "damned rotten coward of a Moses" (47) to help either party deal with the tensions. Eulalie adopts the racist rhetoric of the colonizing West, which depicts anything African as savage or barbaric, while Ato's family's perception of her as a mere slave is not very different from how her ancestors were viewed and treated in America.
Thus these family tensions call forth those between colonizer and colonized, between colonial and postcolonial times. In his family's view Ato, by marrying a slave, "a wife from a doubtful stock" (20), has brought humiliation onto his clan, which they and their ancestors must deal with. In this way, Aidoo breaks the silence over the slave trade and its impact on Africa, with familial tensions serving as a metaphor for the fraught relationship between the continent and its diasporas. As Laura Murphy has observed, "whether invented or inherited, West African authors utilize the power of metaphor to speak for the seeming silence of slave trade memory" (7).
The play was written during the heady days of Ghana's newly won independence, when the nationalist fervor fomented by the likes of J. E. Casely Hayford, J. B. Danquah, and Kwame Nkrumah had translated into post-independence euphoria not only within the country, but also elsewhere in Africa and in the diaspora. As the first sub-Saharan nation to liberate itself from colonial rule, Ghana was looked upon as a symbol of racial freedom, political and intellectual emancipation, and African unity. This perception, coupled with Nkrumah's pan-Africanist ideology and agenda, drew many intellectuals to Ghana from within and without the continent. W. E. B. Du Bois, who lived his last days in Accra, was a typical example of this new spirit. Other notable diasporans moved by this spirit to come to Ghana included George Padmore, Maya Angelou, and Richard Wright.
However, beneath this patch of seemingly healed scars there lies a stillfestering wound. In the 2014 documentary The Art of Ama Ata Aidoo, the playwright captures this subject aptly:
Ghanaians have always been nervous about the presence of people of the Diaspora here. And I think that was in part due to the fact that they remind us of what we don't want to deal with: of the slave trade and slavery, and the fact that in the wake of the slave trade we ourselves were colonized. We were conquered, and again we have not really dealt with the implications of colonization. And what is colonization but being enslaved by a people? So the relationship between us and the African Diaspora is charged. It is complicated. It is one of the issues that I have always felt that the entire continent needs to go through some debriefing about it [sic] . But this is it. We don't deal with it, and I think that in a way our inability, almost, to go forward is also part of this. And I think that this is part of the mess that we are in.
This point is supported by the way in which the slave trade itself is treated in the play. It is only in hushed voices that Ato's people call Eulalie the descendant of slaves. Indeed, Nana refers to the trade in humans as "the Unmentionable" that "came and carried off the children of the house/ in shoals like fish" (19). A marriage that represents "the sweetest and loveliest things in Africa and America rolled together" (10) is Ato and Eulalie's dream for a possible bridge between Africa and the diaspora, but building it requires more spunk than Ato can muster. As his uncle Petu points out to him after the couple has foiled the family's efforts to cleanse Eulalie's womb, "Now, I remember your dream [that there were a boy and a girl in the family courtyard singing "The Ghost"]. I was going to ask the dead to come and take away the evil spirit which is haunting you. Now I know it is not a foreign evil spirit, my nephew" (45). Like the singing boy, who according to Ato "looked like me when I was a child" (30), the ghost is Ato's double, and his experiences with this specter are encounters with his own self. But like the father in Tahinta! or the king in The Story Ananse Told, Ato's encounters with the ghost figure leave him feeling incapacitated. This point is emphasized at the end of the play when Ato hears the children singing the song and "merely stares at them" until they disappear (52).
It falls to Esi Kom to bring home the "wayfarer," as Eulalie has come to be regarded. In Anowa, the heroine describes herself using this term, in a bid to align herself with the slaves trafficked by her husband, Kofi Ako: "What is the difference between any of your men and me? . . . None of us belongs" (97). Belongingness is what Eulalie craves before she sets foot in Africa: "I'm optimistic, Native Boy. To belong to somewhere again. . . . Sure, this must be bliss" (9). According to Gay Wilentz, Esi's welcoming words to Eulalie, "Come, my child" (52), which are also the last words spoken in the play, are a reconciliation that "reflects not only a coming home for those in the diaspora, but clearly identifies in Esi's words and behavior a political act, reversing what Aidoo calls Africa's 'amnesia' concerning its role in the Slave Trade" ("Space," par. 8).
Through the plays discussed here, the supernatural realm is brought into close conflict with human nature, and the test of manhood is really a test of the protagonists' ability to cope with the unknown-their own existence. Thus the plays demonstrate that adaptations for children need not be oversimplified or abridged versions of what Müller calls "venerable canonical artefacts" (2) . Nor should playground activities be viewed simply as innocent games with which children pass their time in their formative years. The examples that I have chosen illustrate the possibilities that a relatively little known and often overlooked genre such as play songs offers for written literature. By distilling the play songs' rich tropes, images, and metaphors, the three playwrights not only ensure the survival and continued transformation of this oral genre but also invite a broader and deeper interpretation of larger social issues, thereby validating its status as children's literature.
Notes
